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3.1. Introduction to Section This	section	will	aim	to	discuss	the	terrain	for	access	to	art	focusing	on	a	variety	of	emerging	inclusive	practices	that	employ	multisensory	approaches	within	the	context	of	the	museum	world.	This	section	can	be	viewed	as	an	overview	that	will	allow	us	to	identify	opportunities	and	needs	through	discussing:	examples	that	are	taking	place	globally,	strategies	employed	to	achieve	these	practices,	and	opportunities	and	gaps	that	remain	for	new	incisive	practices	focused	on	multisensory	approaches.	The	section	will	begin	with	the	early	pre-history	of	access	to	art	and	its	influence	on	what	is	currently	happening	globally.	We	acknowledge	that	there	has	been	significant	work	in	the	last	two	decades	to	study,	promote,	and	create	multisensory	museum	experiences.	Our	literature	review	reveals	3	main	‘types’	that	we	will	refer	to	as:	Type	A:	Fully	Accessible	Museums;	Type	B:	Additional	Accessible	Exhibits;	and	Type	C:	Artworks	Designed	to	Be	Accessible.	Each	type	will	be	explained	considering	the	proposed	parameters	of:	where	these	examples	are	located	in	the	world;	the	type	of	work	that	they	do	and	their	approaches;	a	breakdown	of	specific	key	strategies	that	are	being	employed;	and	a	discussion	of	remaining	gaps	and	opportunities	(where	applicable).	Following	the	discussion	on	emerging	inclusive	practices	focused	on	multisensory	appraoches	is	an	introductory	discussion	on	the	barriers	to	
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inclusion,	recognizing	that	though	there	are	examples	of	multisensory	museum	experience	around	the	world,	these	are	still	few	and	difficult	to	achieve.		





3.3. Emerging Multisensory Inclusive Practices: Type A: Fully Accessible 
Museums Examples	of	museums	that	are	fully	accessible	are	few	and	hard	to	find.	In	this	section	we	will	discuss	only	three	examples:	two	are	studied	and	compared	in	the	article	Redefining	Access:	Embracing	multimodality,	memorability	and	
shared	experience	in	Museums	by	Eardley	et	al.	(2016);	the	third	is	an	additional	example	of	a	fully	accessible	museum	in	Canada.		























3.4. Emerging Multisensory Inclusive Practices: Type B: Additional Accessible 
Exhibits Here	we	will	discuss	additional	exhibits	that	engender	access	through	multisensory	approaches.	Examples	of	museums	that	have	taken	steps	to	create	such	spaces	recognize	the	benefits	of	interactive	and	multi-perceptual	exhibitions,	however,	these	are	often	small	additions	to	the	main	collection	or	temporary	travelling	exhibits.		





















3.5. Emerging Multisensory Inclusive Practices: Type C: Art Designed to Be 
Accessible  Here	we	will	discuss	a	few	artists	who	have	created	art	that	is	multisensory,	and	is	therefore	designed	to	be	accessible,	in	addition	to	the	approach	of	relational/participatory	art.	While	there	are	many	more	examples	of	artist	employing	such	strategies	around	the	world,	the	purpose	of	this	subsection	is	to	introduce	the	reader	to	such	artworks	in	order	to	get	familiarized	with	this	type	of	multisensory	inclusive	practices.	It	is	also	important	to	note	that	although	multisensory	art	forms	and	participatory	art	is	created	globally,	most	art	exhibited	in	museums	is	still	created	strictly	for	vision.			
3.5.1. Global Examples There	are	examples	of	art	that	is	multisensory	and	accessible	all	around	the	world.	Here	we	discuss	the	works	of	Felix	Gonzales-Torres,	who	designed	works	that	are	meant	to	be	replicated	by	the	museum,	as	people	can	engage	with	art	through	touch,	consume,	or	take	it	out	of	the	museum.	Janet	Cardiff,	who	is	known	for	her	sound	installations,	and	together	with	her	husband	Bures	Miller	have	created	renowned	multimodal	installations.	Then	we	introduce	the	approach	of	relational/participatory	art	from	the	perspective	of	Nina	Simon,	author	of	the	book	The	Participatory	Museum.		
		 29	





Participatory	Museum,	Nina	Simon	describes	three	key	reasons	why	museums	should	seek	to	engage	in	co-creation	with	their	visitors:	 1. To	give	voice	and	be	responsive	to	the	needs	and	interests	of	local	community	members.	2. To	provide	a	place	for	community	engagement	and	dialogue	3. To	help	participants	develop	skills	that	will	support	their	own	individual	and	community	goals	(Simon,	2010).	One	example	of	participatory	art	is	the	Take	me	(I’m	Yours)	exhibition	at	the	Jewish	Museum.	A	New	York	Times	author	reviewed	this	exhibit	and	shared	her	insights	on	such	an	experience;	while	her	article	raises	questions	about	
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‘what	is	art’	and	the	value	of	art,	she	shares	the	fact	she	left	the	exhibition	‘wanting	more’	due	to	her	participation.		
3.5.3. Summary of Key Strategies, Opportunities, and Challenges A	main	strategy	is	creating	art	that	is	not	meant	to	be	kept	long-term,	rather	engage	the	audience	and	allow	them	to	touch,	consume,	and	take	out	of	the	museum.	In	today’s	museums,	where	touching	is	usually	restricted,	to	engage	in	a	critical	conversation	about	touching	art,	ownership	of	art,	and	the	experience	of	art	is	refreshing	and	important.	Another	main	strategy	is	creating	art	that	addresses	more	than	one	sensory	mode,	such	as	the	installations	by	Cardiff	and	Miller.	These	works	of	art,	by	their	nature,	provide	increased	access	and	do	not	require	a	“translation”	for	those	who	cannot	access	art	due	to	sensory	impairments.	Seeing	a	shift	towards	immersive	experiences	offered	by	artists	(instead	of	artworks	that	are	strictly	visual)	is	beautiful	and	encouraging,	as	we	experience	the	world	through	all	of	our	senses.	Then	there	is	the	approach	of	participatory	art	and	the	participatory	museum,	that	encourage	co-creating	with	museum	visitors,	engaging	the	community,	and	allowing	everyone	(not	just	artists)	to	participate	is	a	truly	inclusive	approach	to	art.	However,	this	raises	interesting	questions	about	what	is	art	and	what	is	its	value?	This	also	ties	to	what	is	the	bigger	question	of	what	is	the	role	of	the	museum?	
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4.3 The Multisensory Class  The	Multisensory	class	created	by	the	AGO-OCADU	partnership	is	part	of	the	response	to	the	problems	discussed	above.	The	first	iteration	of	the	class	ran	in	the	fall	semester	of	2017	and	was	taught	by	Dr.	Peter	Coppin	and	Beverley	Dywan.	The	purpose	of	this	class	was	to	develop	new	paradigms	that	included:	
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the	development	of	design	solutions	to	the	problem,	involving	museum	professionals	and	audience	members;	to	design	solutions	that	are	informed	by	insights	from	the	science	of	perception	and	the	cognitive	science	of	external	representation;	to	incorporate	inclusive	methods	and	approaches	in	the	class,	such	as	co-design	sessions	with	the	stakeholders.	 The	objectives	that	led	this	course	were:	 1. Students	will	explain	and	use	fundamental	concepts	of	human	multisensory	perception	to	develop	creative	approaches	for	presenting	aural,	tactile,	and	visual	information;	2. Students	will	apply	standard	and	emerging	sonic,	tactile,	and	visual	design	tools	and	strategies	to	create	a	tangible	solution	to	an	identified	problem;	3. Students	will	communicate	clear	knowledge	of	procedures	and	techniques	within	each	phase	of	a	multisensory	interface	design	process;	and	4. Document	and	present	the	development	of	a	multisensory	interface	design	project	from	problem	definition,	to	methodology	selection,	prototyping,	and	evaluation.	The	students	of	the	class	came	from	diverse	disciplines	and	backgrounds	(including	design),	and	were	asked	to	collaboratively	design	multisensory	or	cross-modal	translations/interpretations	of	original	visual	artworks	for	accessibility,	together	with	stakeholders	(such	as	audience	members	with	vision	
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impairments	and	museum	professionals).	The	class	included:	an	initial	co-creation	session	with	stakeholders,	guest	lectures	from	experts	in	a	variety	of	fields	(including	a	wide	range	of	museum	practitioners),	in-class	exercises	related	to	the	senses,	readings,	gallery	visits,	presentations	by	students	and	instructors,	as	well	as	a	‘Proto-Reveal’	co-design	session	with	stakeholders,	and	a	final	display	of	the	artifacts	at	the	AGO	next	to	the	original	artworks,	which	we	refer	to	as	the	Big-Reveal.	Most	of	the	final	artifacts	created	by	the	class	were	donated	to	the	AGO	and	are	currently	used	by	education	officers	as	tools	on	the	multisensory	tours.	The	final	artifacts	are	analyzed	and	discussed	in	section	6	of	this	report.		By	embedding	the	class	in	the	institution	and	supporting	co-creation	with	community	members	with	vision	impairments,	the	partnership	aimed	to	enact	a	version	of	Freire’s	(1970)	dialogical	theory	of	action	which	involves	not	an	authority	but	Subjects	who	meet	to	name	(or,	in	this	case,	build)	the	world	to	transform	it,	moving	past	simple	replicas	to	question	conceptual	and	perceptual	barriers	in	an	art	museum	context	(Coppin,	2018).		






























































































































6.1. Walker Court 
















Object 1: Tactile Maps 











Impact on Visitors and Community Members:  Overall,	the	tactile	maps	received	very	good	feedback	from	visitors	and	stakeholders	(as	indicated	by	the	group	members).	Based	on	the	stakeholders’	feedback	we	learn	that	such	representations	afford	access	to	information,	specifically	for	orientation.	In	David’s	opinion	the	tactile	maps,	which	he	defined	as	“schematic	flat	maps”,	afford	a	different	type	of	information	than	the	other	objects,	such	as	the	3D	models.		
 
Object 2: 3D Model of Walker Court  














Objects 3a and 3b: 3D Models of Spiral Staircase 





Function:  Audience	members	were	observed	interacting	with	their	hands	and/or	fingers,	feeling	the	complex	spiral	shape	of	the	staircase.	While	the	edible	candy	offered	the	opportunity	to	feel	the	shape	with	the	tongue/mouth,	no	one	at	the	Big-Reveal	tried	the	candy.	 




Object 4: Materials Focused on Attributes 

















6.2. The Shell 
 
6.2.1. The Original Artwork: Two Piece Reclining Figure No. 2, Sculpture by 






























6.3. The Umbrella  








Background (Figure 22, Row A) The	background	of	the	painting	could	be	thought	of	as	the	representation	of	the	sky,	which	covers	the	upper	half	of	the	painting	(Figure	22	Row	A).	On	the	extreme	left	(Row	A,	Colum	D),	the	sky	is	rendered	with	dark	gray	colour	that	gets	increasingly	lighter	as	we	progress	to	the	center	of	the	painting	(towards	Row	A,	Colum	E).	The	brushstrokes	are	clearly	visible,	creating	an	almost	expressionist	effect	that	conveys	a	feeling	of	stormy	turbulence.	Around	the	centre	of	the	sky	(Bottom	of	Row	A	Colum	E),	there	is	a	much	lighter,	almost	white	area	that	can	be	viewed	as	the	sun	creeping	through	or	lightening.	As	we	progress	to	the	right	(Row	A,	Colum	F),	the	sky	gets	dark	again	(similar	to	the	left	side	of	the	painting).	 
Midground (Figure 22, Row B) The	midground	could	be	thought	of	as	the	region	of	the	painting	along	the	horizontal	plain	that	represents	bushes	and	trees	in	the	distance	(Row	B	in	Figure	22).	They	are	mostly	dark	in	colour,	and	details	seem	to	be	omitted	due	to	the	distance.	On	the	left	hand	side,	(Row	B,	Colum	D),	there	are	large	yellow-green	trees	that	are	on	the	edge	with	the	foreground	of	the	painting	(Row	C).	As	we	progress	to	the	left	(Row	B,	Colum	E),	the	bushes	and	trees	return	to	being	darker	again	(dark	brown	or	even	black)	continuously	all	the	way	to	the	right	(Row	B,	Colum	F),	yet	underneath	the	lighter	part	in	the	centre	of	the	sky,	the	
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bushes	and	trees	are	slightly	lighter	in	colour	and	have	more	detail	to	represent	the	light/sun	shining	on	them	(Row	B,	Colum	E).	 
Foreground (Figure 22, Row C) The	foreground	of	the	painting	could	be	thought	of	as	the	representation	of	a	wide	field,	with	hills	that	are	green,	yellow,	and	dark	brown	(Row	C).	The	field	covers	the	bottom	half	of	the	painting,	the	brushstrokes	reveal	a	dramatic	scene	of	a	bushy	grass	field	with	small	hills	along	the	way,	that	is	overall	dark	from	the	shadows	of	the	stormy	clouds	in	the	sky	above,	yet	again,	it	become	lighter	in	the	centre	due	to	the	sunlight/thunder	(Row	C,	Colum	E).	Around	the	centre	of	the	painting,	slightly	to	the	left,	close	to	the	area	with	the	lighter	field,	is	a	small	figure	of	a	man	with	an	animal	that	appears	to	be	a	goat	or	a	sheep	(left	of	Row	C,	Colum	E).		The	figures	are	small	in	size,	and	dark	in	colour	(with	the	animal	being	slightly	lighter).				
6.3.2. Translation/Interpretation Analysis  































6.4. Group of Seven  






Background (Figure 33, Row A) In	the	background	is	the	sky	and	what	appears	to	be	landscape	in	the	distance.	The	sky	on	the	very	top	is	full	of	clouds	that	are	white-grey	on	the	right,	and	as	you	progress	to	the	left	they	become	darker	grey	and	blue.	On	the	extreme	left	the	clouds	are	the	darkest	and	the	brushstrokes	are	highly	visible.	In	the	distance	(closer	to	Row	B)	the	sky	is	painted	in	light	blue	and	appears	to	be	clearer	towards	the	horizon.	There	are	rocks/island/land	in	the	distance	(Row	A,	Columns	E	and	F).		
Midground (Figure 33, Row B) In	the	midground	is	the	water	representing	the	lake	by	Georgian	Bay	in	Ontario,	Canada.	The	colours	are	vivid	and	expressive,	on	the	left	side	(Column	D)	the	strokes	are	in	shades	of	dark	blues	and	turquoise,	and	as	you	progress	to	
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the	right	(Columns	E	and	F)	the	strokes	become	more	of	a	mixture	of	red-pink	together	with	the	blues	and	turquoise.	One	might	say	that	the	clouds	from	the	sky	are	reflected	in	the	water.		
Foreground (Figure 33, Row C) In	the	foreground	of	the	painting	is	the	land	made	of	rocks,	from	which	Varely	painted	this	piece.	The	rocks	and	land	are	painted	on	the	bottom	half	of	the	painting	(see	how	Row	C	occupies	almost	half	of	the	painting	in	Figure	33).	There	are	three	pine	trees	on	the	rocks/land	and	though	they	are	in	the	foreground,	they	are	painted	over	the	upper	half	of	the	painting	(Rows	A	and	B),	over	the	lake,	horizon,	and	sky.	The	trees	seem	high,	and	the	leaves	are	dark	green,	blowing	in	the	wind.	The	rocks	of	the	cliff	are	colourful	with	a	pink	earthy	tint,	and	shades	of	orange,	red,	and	a	little	bit	of	green.	The	brushstrokes	are	highly	visible	and	seem	to	represent	textures.	Onwards	to	the	right	(Row	C,	Column	F)	is	the	shoreline	that	is	underneath	the	rocky	cliff,	which	is	painted	in	dark	blue/turquoise.			





















Object 1: Haptic Tactile-Sonic Model  















Impact on Visitors and Community Members:  David	provided	feedback	on	how	to	improve	the	proto-translation/interpretation	during	the	Proto-Reveal,	for	example	by	suggesting	to	make	it	more	3-dimentional.		Though	he	did	not	get	to	interact	with	the	final	translation/interpretation,	he	shared	during	an	interview	that	he	was	very	impressed,	even	with	the	proto-model.	It	afforded	access	to	information	of	what	is	being	visually	painted	in	the	original	artwork.	He	understood	what	each	element	represented	(for	instance,	pine	needles	to	represent	trees,	aluminum	foil	to	represent	water	etc.),	and	had	a	better	sense	of	what	is	being	painted—that	it	is	a	landscape	painting.	Unfortunately,	it	is	unclear	whether	the	technique	used	to	make	the	model	more	3-dimentional	afforded	better	access	to	the	spatial	relations	that	can	be	visually	perceived	in	the	painting.	
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Other	audience	members	that	interacted	with	this	artifact	claimed	in	interviews	that	it	affords	an	enhanced	connection	with	the	original	artwork;	one	visitor	explained,	“It	really	puts	you	in	the	shoes	of	what	the	artist	might	have	experienced	when	they	made	the	painting,	it	takes	it	to	the	next	level,	you	get	to	be	where	they	were."	Visitors	also	spoke	of	how	much	more	interactive	and	engaging	their	experiences	were.			
Object 2: Crochet Model 





Impact on Visitors and Community Members:  David	did	not	find	this	model	very	impactful,	as	it	was	hard	for	him	to	understand	the	painting	through	this	model.	The	sensation/feel	of	the	yarn	did	not	help	him	indicate	what	is	painted,	or	enhanced	his	understanding.	However,	this	model	did	offer	a	different	tactile	experience	for	visitors,	with	the	textures	of	the	trees	being	the	most	effective	outcome.	In	addition,	a	museum	visitor	even	felt	inspired	by	this	model.			
Object 3: Video on iPad 





Impact on Visitors and Community Members:  The	visual	and	auditory	cues	are	conveyed	through	the	video,	affording	visitors	to	experience	more	stimuli	than	by	simply	looking	at	a	painting	on	a	wall.	It	is	another	way	for	the	audience	to	engage	with	the	original	painting.	A	visitor	shared,	“I	like	it	so	much	because	I	felt	the	art,	the	place,	the	wind;”	while	this	visitor	spoke	about	her	overall	experience	with	the	translation/interpretation	(including	all	other	objects),	it	seems	the	video	with	the	fan	had	an	impact	on	her.		
Object 4: Vials of Scents 
Form, Space, and Other Properties: The	vials	of	scents	were	made	of	chopped	natural	materials	including	moss,	pine,	rock,	and	tree-bark.	The	chopping	was	done	in	an	attempt	to	enhance	the	scents	of	what	one	would	smell	in	the	remote	location	in	Georgian	Bay.	Given	that	the	scents	are	made	with	the	natural	materials,	this	follows	the	same	path	of	analysis,	where	these	can	be	viewed	as	an	iconic	correspondence	to	the	original	painting.	Furthermore,	for	instance,	the	scent	of	pine	might	engender	the	understanding	that	a	pine	tree	is	painted	to	a	blind	visitor,	affording	the	communication	of	its	iconic	properties.	However,	as	with	the	scent	jars	in	the	Walker	Court	translation/	interpretation,	visitors	might	also	recall	memories	that	are	akin	to	the	remote	location,	which	makes	is	constructivist	(symbolic).		
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Function: Audience	members	and	stakeholders	were	viewed	smelling	the	vials	of	scents	during	the	Proto-Reveal	and	the	Big-Reveal,	in	addition	to	experiencing	the	other	objects	of	this	group’s	translation/interpretation.		
Impact on Visitors and Community Members:  Visitors	reported	their	experience	to	be	multi-layered	due	to	addressing	a	wide	range	of	their	senses,	including	the	often	forgotten	sense	of	smell.	One	visitor	spoke	about	her	overall	experience	with	the	Group	of	Seven’s	translation	saying:		It	builds	context,	it	gives	more	meaning	to	the	pieces	than	what	you	might	have	just	based	on	the	visual	experience.	I	can	look	at	a	painting	and	think	it’s	beautiful,	but	to	experience	ALL	the	other	senses	with	it,	just	gives	it…	more	layers,	it’s	a	more	multilayered	experience.	(2018)		Other	visitors	also	regarded	their	experience	as	a	‘whole	experience’	after	interacting	with	the	various	artifacts.			









6.5. The Moose Story 






Background (Figure 45, Row A) In	the	background	are	houses	and	low-rise	structures;	on	the	left	(Row	A,	Column	D)	is	a	large	three	story	wooden	white	house,	slightly	behind	it	and	to	the	right	is	another	house	with	the	word	Irving	on	a	sign	(Row	A,	Columns	D	and	E).	As	you	progress	to	the	right,	around	the	centre	of	the	painting	(Row	A,	Column	E),	you	can	see	houses	in	the	distance	in	turquoise,	a	light	tint	of	pink-burgundy,	and	red,	a	large	naked	tree	(smaller	trees	are	in	between	the	houses),	and	crowd	in	the	distance	with	a	police	car	and	officer	right	in	front	of	the	crowd	in	the	centre	along	the	midground	(Row	A,	Column	E,	along	Row	B).	It	is	hard	to	tell	the	details	of	the	crowd	that	is	in	the	distance,	the	figures	are	very	small,	yet	the	clothes	are	colourful;	the	police	car	and	officer	are	painted	in	what	appears	to	be	dark	green	and	yellow,	with	the	police	car	blocking	the	crowd’s	way	to	the	
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mouse	that	is	in	the	midground	(Row	B);	the	policeman	is	facing	the	moose	(as	well	as	the	spectator/perspective	of	the	painting).	On	the	very	right	(Row	A,	ColumnF)	is	a	large	low-rise	structure	in	red	that	is	situated	on	a	small	cliff,	elements	in	the	painting	suggest	this	is	a	school.	
Midground (Figure 45, Row B) In	the	midground,	there	are	more	details	about	the	crowd;	people	are	dressed	in	warm	colourful	winter	clothes,	standing	in	a	row	(diagonally	along	the	painting,	from	left	almost	to	the	centre	of	the	painting,	Row	B	Column	D	towards	Row	A	Column	E).	The	people	are	standing	in	front	of	snow	that	was	plowed	to	the	side	of	the	road,	observing	the	moose.	In	the	centre	of	the	midground	of	the	painting	are	the	two	moose	figures	(Row	B,	Column	E);	the	moose	is	standing	in	what	appears	to	be	a	protective	posture,	and	the	calf	is	very	close	to	the	left	of	the	adult	moose,	almost	as	if	its	leaning	on	it.	Their	heads	face	opposite	directions,	the	calf	looking	to	the	left,	and	the	adult	to	the	right.	To	the	left	of	the	moose	are	the	paved	town	road,	more	snow	that	was	plowed,	and	more	people	(edges	of	Columns	E	and	F).	The	crowd	here	is	standing	more	vertically,	and	therefore	it	is	hard	to	see	their	faces.	Behind	the	people	is	a	gate	that	surrounds	a	cliff	covered	with	snow	and	a	red	low-rise	structure	(perhaps	a	school)	(Row	B,	Column	F).	Figures	of	two	adults	and	children	are	scattered	over	it	this	area.	The	two	adult	figures	are	dressed	in	all	black	(possibly	nuns);	two	children	climbed	a	high	pole	to	get	a	better	view	of	the	moose,	another	figure	of	a	
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child	is	lying	on	the	snow,	possibly	to	suggest	he	or	she	fell,	and	a	couple	more	children	are	sitting	on	the	snow	facing	the	moose.		
Foreground (Figure 45, Row C) In	the	foreground	is	a	crowd	with	people	facing	the	moose.	Here	we	mostly	get	to	see	people’s	backs	(Row	C).	People	are	dressed	in	heavy	winter	clothes,	puffy	jackets,	hats,	gloves	etc.	On	the	left,	slightly	to	the	centre	(Column	D)	is	a	figure	with	a	camera	held	to	the	face	while	in	the	action	of	taking	a	photo.	To	the	right	(edge	of	Column	E)	is	a	mom	with	a	baby	and	a	child.	In	the	centre	of	the	painting	(Column	E,	and	edges	of	Columns	D	and	F)	is	a	hood	of	a	bright	blue	car	with	a	couple	of	young	adults	sitting	on	it,	one	of	them	is	laughing,	and	seems	to	be	enjoying	the	event.		Moving	to	the	right	(Column	F)	is	a	young	child	that	seems	to	be	teasing	or	trying	to	play	with	the	moose	figures;	next	to	the	child	is	another	adult	with	a	camera	taking	a	photo.	At	the	very	front	of	the	foreground,	close	to	the	right	corner	of	the	painting	(Column	F),	is	a	man	wearing	a	white	jacket	with	the	words	“Norte	Dame	des	Monts	(a	municipality	in	Quebec)	on	its	back	in	black	large	type.	Next	to	him	at	the	very	right	corner	(Column	F)	are	two	female	figures	that	seem	to	be	engaged	in	conversation.			
6.5.2. Translation/Interpretation Analysis  















Impact on Visitors and Community Members:  According	to	the	students	in	the	group,	visitors	at	the	Big-Reveal	gave	them	positive	feedback.	Interestingly,	a	couple	visitors	said	the	audio	experience	changed	their	perspective	on	the	painting—they	had	a	different	interpretation	of	the	depicted	scenario	in	the	original	artwork—which	the	group	found	a	little	concerning	because	their	intention	was	to	create	a	translation	that	is	less	intrusive/interpretive	and	more	literal.	However,	given	the	design	decision	to	create	an	experience	with	earcones	that	tell	a	story,	the	strategy	employed	was	more	symbolic/constructivist.	In	other	words,	the	outcome	ended	up	being	more	interpretive	than	they	had	initially	planned	for	and/or	hoped.		Some	visitors	said	they	felt	concerned	or	sorry	for	the	moose.	One	of	the	students	shared	based	on	the	feedback	they	received	from	visitors:	It	was	interesting,	because	while	the	intention	of	it	was	[to	increase	access]	for	people	who	are	visually	impaired,	people	who	don’t	have	any	visual	impairments	said	it	added	to	their	overall	experience;	[visitors	said]	it	was	a	fun	different	way	to	experience	a	painting,	and	it	made	it	more	multi-modal	and	more	engaging	because	of	that.	(2018)			In	addition,	during	an	interview	a	sighted	visitor	shared,	“it	just	really	tells	a	story,	so	taking	it	from	the	perspective	of	someone	who	could	potentially	be	visually	impaired,	I	felt	like	there	was	still	that	aspect	of	being	able	to	enjoy	the	artwork.”	This	may	suggest	the	strategy	of	storytelling	with	earcones	worked	well	or	effectively;	the	audience	reacted	positively,	while	also	raised	their	awareness	of	inclusion	in	museums.			
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6.6. Reminiscence of Youth 












Inner Scene (Figure 50, Right Diagram): 	
Background (Row A):  In	the	background	is	a	large	flat	field	of	snow,	all	the	way	from	left	to	right	(Columns	D,	E,	and	F).	The	upper	third	of	the	painting	(Row	A)	represents	a	blue	clear	sky	painted	in	light	blue,	with	a	very	small	airplane	that	looks	like	a	dot	in	the	sky	on	the	left	(column	D).	The	view	of	the	centre	of	the	sky	is	blocked	by	a	high	snow-covered	pile	of	hay	that	is	in	the	midground	of	the	painting	(Row	B,	Column	E).	Towards	the	right	in	the	background	there	is	a	very	small	figure	in	the	distance,	and	on	the	very	right	along	the	horizon	is	a	church	and	a	house	in	the	distance	(Row	A,	Column	F).		
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Midground (Row B):   In	the	midground	are	figures	of	children	playing	by,	and	on,	a	snow-covered	pile	of	hay.	The	children	are	scattered	all	around	the	pile,	sliding	on	it,	having	fun,	yet	hints	of	children’s	cruelty	are	also	depicted.	On	the	left	there	seems	to	be	a	small	group	of	children	who	are	building	a	structure	from	snow,	hiding	and	pointing	towards	the	pile	(Column	D).	The	snow-covered	pile	is	in	the	centre	of	the	image	(Column	E),	while	at	its	very	top	(nearly	reaching	the	height	of	the	image,	going	over	Row	A)	are	a	group	of	kids	holding	onto	each	other,	and	several	others	on	their	way	up	or	down	(perhaps	even	pushed	down,	as	hinted	by	the	painting).	Moving	to	the	right	are	exposed	hay	and	more	children	playing	(Column	F);	it	appears	a	child	may	be	forcing	another	child	to	eat	straw	while	play-acting	master	and	horse.		
Foreground (Row C): In	the	foreground,	close	to	the	left	is	a	group	of	children	of	various	ages,	standing	tightly	close	to	each	other,	though	you	can	only	see	half	of	their	bodies,	or	just	the	face	in	the	case	of	the	youngest	child	(Column	D).	They	are	all	facing	the	spectator/audience,	waving	at	them,	and	smiling.	They	are	dressed	in	warm	winter	clothes	that	are	colourful	and	bright,	in	contrast	to	the	white	snow	that	is	surrounds	them.	On	the	right	foreground	of	the	painting	(Column	F)	are	a	couple	children	facing	the	opposite	direction	leaning	on	a	snowball	nearly	their	size,	
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and	playing	with	it.	They	are	dressed	in	warm	colourful	winter	clothes	as	well	that	stand	out	against	the	white	snow.							





Form, Space, and Other Properties: 













Impact on Visitors and Community Members:  A	visitor	shared	during	an	interview,	“I	closed	my	eyes	and	tried	to	go	into	the	situation	from	the	[perspective	of	a]	blind	person…	[As	a	sighted	person]	it’s	a	different	experience	because	you	can	touch	it.	It’s	also	different	because	people	who	cannot	see	are	included.”	This	visitor	spoke	about	how	this	experience	raised	her	awareness	about	inclusive	practices	in	museums;	in	fact,	she	was	surprised	by	it,	as	she	never	thought	it	is	possible	for	people	with	vision	impairments	to	go	to	museums	because	visitors	are	never	allowed	to	touch	anything	in	museums.			
The Grid Strategy 




Impact on Visitors and Community Members:  David	shared	during	an	interview	that	this	representation,	in	his	opinion,	does	not	belong	in	a	gallery/museum,	as	something	like	this	could	easily	be	available	online.	He	shared:		Suppose	I	were	in	a	discussion	about	art	history	and	I	wanted	to	understand	a	painting.	If	I	could	[use	a	representation]	like	that	and	touch	the	different	sections,	and	maybe	get	a	sense	of	where	
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things	are,	and	what	the	picture	is	of…	it's	like	any	time	you	suggest	information	that	is	not	interactive,	it's	like	reading	about	a	painting.	(2018)			






6.7.1 Overall Impact of All Translations/Interpretations - Introduction While	the	impact	on	visitors	and	community	members	thus	far	has	been	discussed	with	respects	to	each	translation/interpretation,	the	following	subsection	will	discuss	the	overall	impact	on	diverse	audiences	of	all	the	translations/interpretations,	and	the	wide	range	of	experiences	that	they	offer.	This	analysis	was	based	on	interviews	conducted	with	Natasha	and	David	after	the	Proto-Reveal,	as	well	as	12	anonymous	museum	visitors	after	the	Big-Reveal	event	at	the	AGO.	The	data	was	coded	and	analyzed	on	Nvivo	and	excel	spreadsheets	to	allow	us	to	gather	the	common	themes.	We	recognize	this	is	a	small	sample	size,	which	is	why	further	investigation	is	required	to	determine	the	impact	of	such	approaches	on	a	diverse	audience.	However,	this	data	does	shed	light	on	what	might	be	the	impact,	as	the	interviewees	have	different	abilities	(blind,	vision	impaired,	and	hearing	impaired,	as	far	as	we	know),	and	come	from	diverse	cultural	backgrounds.		
















7.1. Walker Court  
7.1.1. Students’ Professional Background Two	students	worked	on	the	translation/interpretation	of	Walker	Court.	Student	1	is	a	second	year	Inclusive	Design	grad	student	with	a	background	in	architecture	(in	red	in	Figure	56);	Student	2	is	a	first	year	Digital	Futures	grad	
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student	with	a	background	in	engineering,	while	this	was	his	first	course	in	the	Inclusive	Design	Program	(in	purple	in	Figure	56).		








from	the	construction	of	the	space.	This	collection	of	materials	became	part	of	the	group’s	toolkit.	Given	the	accumulation	of	objects	as	part	of	their	translation/interpretation,	the	students	started	exploring	with	creating	a	case	that	will	hold	all	these	objects	together	towards	the	Proto-Reveal	session. The	Proto-Reveal	took	place	two	weeks	prior	to	the	Big-Reveal	event	at	the	AGO;	it	was	a	key	learning	experience	in	the	class	according	to	the	students.	Student	1	mentioned	how	meaningful	and	impactful	it	was	for	him	to	interact	with	members	from	the	community	who	are	blind/vision	impaired	(mainly	Natasha	and	David).	Overall	both	students	found	the	feedback	that	day	to	be	positive	and	helpful.	However,	Student	2	mentioned	that	some	of	the	feedback	(mainly	from	AGO	staff)	required	a	serious	change	in	direction,	for	instance	play-based	learning	or	making	the	models	interactive,	which	is	why	it	was	not	implemented	in	the	final	designs.	In	addition,	an	AGO	education	officer	(not	Melissa	Smith)	raised	the	question	of	portability	during	this	session,	which	prompt	and	supported	the	students	to	continue	experimenting	with	the	case	design.	 The	proto-reveal	was	very	helpful	according	to	Student	2,	mostly	with	determining	which	objects	were	the	most	useful	for	a	blind	person	(based	on	David’s	feedback).	Also,	as	mentioned	in	the	previous	section,	it	helped	the	group	discover	what	questions	remain	after	interacting	with	these	artifacts,	for	example,	information	on	the	view	from	certain	vantage	points/windows	of	Walker	Court	was	not	communicated. 
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The	group	incorporated	the	feedback	from	the	Proto-Reveal	into	their	objects	for	the	Big-Reveal,	including	the	following	changes:	bigger	sizes,	some	elements	less	prominent,	more	polished,	and	more	mechanically	robust.	They	also	tried	to	fix	the	braille	that	was	not	legible,	but	without	success	(due	to	printing	issues),	and	therefore	it	was	omitted	in	the	final	artifact.	Student	1	mentioned	that	he	wishes	braille	was	included	in	the	final	design,	and	for	future	iterations,	he	believes	it	is	important	to	include	it.	Overall,	they	tried	to	simplify	the	designs	throughout	the	process,	because	of	technical	reasons,	as	well	as	to	avoid	distracting	audience	members	with	too	much	detail. During	the	Big-Reveal	event	at	the	AGO	feedback	from	stakeholders	who	had	expertise	included	smoothing	certain	edges,	or	highlighting	certain	edges	for	refinement	of	the	objects.	Student	1	said	that	for	the	most	part	he	thought	the	feedback	from	stakeholders	and	visitors	that	night	was	very	positive.	However,	Student	2	shared:	 We	weren’t	gallery	officers,	the	audience	members	weren’t	the	intended	target	audience—but	people	can	imagine…	it	was	a	little	bit	like…	[visitors]	would	look	at	it,	and	go	‘okay…’	not	know	what	to	do	with	it,	and	go	‘neat’	and	hand	it	back.	It	didn’t	lead	to	a	big	discussion,	except	in	a	few	cases;	and	in	those	cases	where	there	were	a	lot	of	follow	up	questions,	potentially	we	weren’t	able	to	answer	them	because	we	only	have	so	much	knowledge	about	the	gallery,	and	in	other	times	it	was	questions	about	how	do	blind	people	perceive	the	world,	which	again	we’re	not	really	qualified	to	answer	and	it	wasn’t	really	the	point…	I	think	the	biggest	single	piece	of	feedback	that	I	took	away	from	that	is,	it’s	great	if	you	could	make	it	more	exploratory	artifact	or	experience,	rather	than	a	‘here’s	a	thing	we	made,	it’s	done’.	(2018) 	 
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In	terms	of	the	group’s	overall	approach,	Student	2	explained	that	one	of	the	challenges	was	the	question	of	pre-determined	story—“it	was	tempting	to	have	a	very	programed	pre-written	story	along	with	the	objects,	but	we	didn’t	want	to	reinforce	the	hand	of	the	educational	officer	of	the	tour	(2018).”	Therefore,	they	left	it	more	factual	and	less	interpretive.	However,	the	same	student	explained	that	one	of	his	concerns	was	whether	their	approach	is	too	literal	and	unimaginative.	If	he	continues	to	work	on	this	project	in	the	future,	he	would	like	to	create	something	that	is	more	participatory,	more	open-ended,	and	possibly	less	literal	(he	does	believe	that	when	the	approach	is	not	literal,	further	investigation	is	needed	to	understand	the	effectiveness.	 









7.2. The Shell Group  
7.2.1. Students’ Professional Background 4	students	worked	on	The	Shell,	however	only	3	participated	in	the	study.	All	three	are	first	year	Inclusive	Design	students;	Student	1	with	background	in	physical	geography	and	sustainability	(in	red	in	Figure	57);	Student	2,	with	background	in	urban	design	(in	blue	in	Figure	57);	and	Student	3,	with	background	in	product	design	and	graphic	design	(in	green	in	Figure	57).		



























7.3.  Group of Seven  
7.3.1.  Students’ Professional Background Three	students	worked	on	The	Group	of	Seven	translation/	interpretation,	all	three	are	second	year	Inclusive	Design	grad	students.	Student	1	with	background	in	psychology	and	human	biology,	working	in	autism	services	(in	turquoise	in	Figure	58);	Student	2,	with	background	in	tailoring,	dressmaking,	and	charity	work	with	refugees	(in	pink	in	Figure	58);	and	Student	3,	with	background	in	economics	and	social	media	promotions	(in	brown	in	Figure	58).		
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financial	means	to	support	the	participation	of	community	members,	as	their	insights	are	extremely	valuable	and	the	goal	is	to	further	enact	Freire’s	(1970)	dialogical	theory	of	action.	There	should	be	a	more	systematic	way	of	involving	potential	end	users	in	this	process.	In	addition,	the	multisensory	tours	at	the	AGO	could	potentially	become	integrated	with	the	class	in	the	future.	 One	of	the	students	in	the	class,	who	is	also	blind,	shared	in	an	interview:	 It	gave	me	a	lot	more	hope	that	art	will	become	a	lot	more	accessible	in	the	future.	That	was	really	good.	It	also	allowed	me	to	really	work	on	an	art	piece,	and	I’ve	never	really	done	anything	like	that	before,	and	in	a	cross-sensory	way,	and	that	was	really	cool.	Honestly,	this	is	the	epitome	of	what	I	think	education	should	be.	(2018) 
 The	partnership	hopes	that	with	initiatives	such	as	these,	we	are	creating	a	footprint	for	change	in	a	challenging	institution,	such	as	the	museum,	while	also	creating	a	valuable	learning	experience	for	students.	 	Through	the	literature	review,	the	conversation	between	Melissa	Smith	and	Annie	Levy	focused	on	the	AGO,	as	well	as	the	collaborative	work	of	the	partnership	and	the	results	of	the	multisensory	class,	we	discover	a	need	for	establishing	theoretically	informed	and	tested	standards	to	support	and	guide	the	design	and	practices	of	multisensory	and	cross-modal	translations/interpretations	of	visual	artworks	for	increased	access.	For	example,	in	the	literature	review,	when	discussing	fully	accessible	museums	and	additional	accessible	exhibits,	current	practices	and	advancements	around	the	world	towards	inclusive	multisensory	museum	experiences	are	evident,	
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however,	it	is	clear	through	these	examples	that	there	is	a	lack	of	conventions	when	applying	these	strategies.	Furthermore,	the	diverse	range	of	strategies	that	emerged	in	the	multisensory	class	reveals	the	very	same	need,	which	we	recommend	to	further	investigate	in	future	work. While	this	study	is	mainly	focused	on	a	graduate	course	on	multisensory	museum	experiences	to	engender	inclusive	practices,	we	hope	readers	can	draw	insights	that	may	be	applied	to	other	inclusive	design	problems.	We	see	much	value	in	establishing	a	collaborative	partnership,	such	as	the	AGO-OCADU,	where	partners	from	the	industry	and	the	academia	work	together	with	the	community	to	break	down	barriers	to	inclusion	we	faces	in	today’s	era.	While	there	is	still	much	to	explore	in	future	work,	this	is	a	resourceful	research	to	work	from,	towards	inclusion	in	museums.	 	 	
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